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TREASURE ISLAND AND VICTORY: MAPS, CLASS AND SEXUALITY


Stevenson begins his essay ‘A Gossip on Romance’ with a description of the reading process as ‘absorbing and voluptuous’, as a result of which we should ‘be rapt clean out of ourselves, and rise from the perusal, our mind filled with the busiest, kaleidoscopic dance of images, incapable of sleep or of continuous thought’.​[1]​  To produce this reading experience, Stevenson asserts, the focus has to be on ‘the brute incident’ (249) not character, and, to produce the right kind of incident, the great creative writer obeys ‘the ideal laws of the daydream’ (255). One aspect of these ‘ideal laws’ is ‘fitness in events and places’ (251): Stevenson then demonstrates how the imagination responds to particular places and atmospheres with the expectation of particular kinds of incident. Stevenson’s version of organic form thus begins from the basis that the ‘right kind of thing should fall out in the right kind of place’ (255). 
Treasure Island is, in its origin and genesis, a response to place and a demonstration of the narrative potential of place.​[2]​ It is also significant that, at his first sighting of ‘Treasure Island’, Jim Hawkins describes the island’s topography as something seen ‘almost in a dream’ (72), and that, at the end of the novel, he is haunted by nightmares of that ‘accursed island’, in which he hears ‘the surf booming about its coasts’ (220). 

 In his ‘Note’ to Treasure Island, Lloyd Osbourne recalls the origin of that novel in a map he had drawn and was busy tinting with a paint-box:

Stevenson came in as I was finishing it, and with his affectionate interest in everything I was doing, leaned over my shoulder, and was soon elaborating the map, and naming it. I shall never forget the thrill of Skeleton Island, Spy-Glass Hill, nor the heart-stirring climax of the three red crosses! And the greater climax still when he wrote down the words ‘Treasure Island’ at the top right-hand corner! And he seemed to know so much about it too – the pirates, the buried treasure, the man who had been marooned on the island. ‘Oh, for a story about it,’ I exclaimed in a heaven of enchantment …     (xviii)

The following day Stevenson read him the opening chapter of the novel. In his essay ‘My First Book’, Stevenson confirms the priority of the map to the text, but claims authorship of the map.​[3]​ He describes the map as an object of meditation, a prompt to the imagination:
As I pored upon my map of Treasure Island, the future characters of the book began to appear there visibly among imaginary woods, and their brown faces and bright weapons peeped out upon me from unexpected quarters, as they passed to and fro, fighting and hunting treasure, on these four square inches of a flat projection.  (xxvi)

Stevenson’s narrative is generated in response to the map and presents a reading of its topographical features: ‘it was because I had made two harbours that the Hispaniola was sent on her wanderings with Israel Hands’ (xxx). The reader, too, is presented at the outset with a map, which the novel then decodes and narrativizes. At the same time ownership of the map is one of the foci of the action, and the narrative climax is the pirates’ reading of it against the spaces of the island.  Stevenson was thus right in a double sense, when he observed: ‘The map was the chief point of my plot’ (xxx).

Part I begins with a scene of writing. Jim Hawkins starts by recording his motive for writing the story that follows: ‘Squire Trelawney, Dr Livesey, and the rest of these gentlemen having asked me to write down the whole particulars about Treasure Island’ (3). This opening sentence reveals the outcome of the story – in particular, it names the group with which Jim aligns himself and by whom he is accepted. Jim’s location of the time and place of the start of the story (‘the time when my father kept the “Admiral Benbow” inn’) also situates him in class terms relative to ‘these gentlemen’, who provide the social context for the writing. The social distance between him and these gentlemen is implicit in their asking and his obeying, at the same time as, in Alan Sandison’s words, the assertion of authorship also affirms Jim’s ‘accession to authority’.​[4]​ The negotiation of these class positions and affiliations is one of the major issues in the narrative that follows.

The opening chapters are also concerned with successive acts of reading – reading Billy Bones’ appearance, reading the tattoos on his body (13), and, finally, reading ‘the map of an island, with latitude and longitude, soundings, names of hills, and bays and inlets’ (38). The reference to ‘The Spy-Glass’ apparently confirms that Jim is reading the map that the reader has already seen. By the end of Part I, Hawkins’ father, Billy Bones and Blind Pew – the principal adult males in Jim’s life so far – have all died, and a new male grouping (centred upon Squire Trelawney and Dr Livesey) has been established. As others have noted, the novel can be read as a Bildungsroman, as the narrative of Jim Hawkins’ journey to maturity.​[5]​ It involves a rite of passage from which, as Stevenson notes, ‘Women were excluded’ (xxvi): Jim’s achievement of independent mature identity involves the negotiation of a range of father figures and rival male groupings. The first part of the novel kills off his natural father and all the prominent males associated with his life at the ‘Admiral Benbow’. It also provides, in the persons of Trelawney and Livesey, another male social world as the context for his process of maturation. This process takes place not only in a world of men, but specifically in a world of ‘gentlemen’, men of another class, and the narrative explores both the idea of the gentleman and issues of class.

Part II, ‘The Sea-Cook’ introduces a second male world, which will also make claims on his loyalty.​[6]​ This part introduces the dominant figure in this competing world – the man employed by the Squire as the ship’s cook, Long John Silver. Where Part I begins with a scene of writing, Part II begins with a scene of reading. Left alone at the Hall, Jim indulges in ‘sea-dreams, and the most charming anticipations of strange islands and adventures’ (43). However, as with his namesake ‘Lord Jim’, the dreams of the adolescent are not realised in his subsequent experience. In the case of ‘Lord Jim’, the adventures he anticipates from his reading of ‘light literature’ are systematically overturned by his actual experiences. Right from the start, as Conrad makes clear, when he enters ‘the regions so well known to his imagination’ he finds them ‘strangely barren of adventure’; instead, he has to endure ‘the prosaic severity of the daily task that gives bread’.​[7]​ Jim Hawkins, on the other hand, experiences a very different relationship between his ‘sea-dreams’ and the reality:
Sometimes the isle was thick with savages, with whom we fought, sometimes full of dangerous animals that hunted us; but in all my fancies nothing occurred to me so strange and tragic as our actual adventures.  (43)

Where, in Lord Jim, reality falls short of romantic expectations, Stevenson’s world of romance exceeds the boy’s dream of adventure. Jim Hawkins’ narrative deciphering of the map falls short of the narrative deciphering that Stevenson will provide. Perhaps most interesting, Hawkins’ experiences in the novel involve neither ‘savages’ nor ‘dangerous animals’ (as might be the case in a novel by R. M. Ballantyne): his adventures arise from conflicts between Europeans.

Silver, who is introduced through a letter from the imperceptive Squire, is described as keeping ‘a public-house’ (44) like Jim’s dead father. He is thus set up, from this first appearance, as a potential substitute father for Jim.​[8]​ This is reinforced by the emotional tone of Jim’s last visit to his mother at the ‘Admiral Benbow’. It serves to make him aware of ‘the home that I was leaving’ (46), and the ‘boy’ who has been taken on as an apprentice to replace him readily figures the self he is leaving behind in order to undertake this adventure. Jim never looks back with nostalgia to his early life at the ‘Benbow’ and never gives another thought to his mother: his development takes place entirely in relation to men, and the most prominent (and problematic) of these is Long John Silver.

Jim’s first encounter with Silver is orchestrated through the reading and misreading of signs. Jim is sent to find Silver ‘at the sign of the Spy-glass’. This is decoded as ‘a little tavern with a large brass telescope for sign’ (48). The ‘telescope’ is offered as the ‘sign’ for the tavern, but any connection with ‘Spy-Glass Hill’ on the map is resolutely ignored. Similarly, Jim’s response to the one-legged Silver reminds the reader of Bones’ anxieties about a one-legged man while also refusing to make the connection:
From the very first mention of Long John in Squire Trelawney’s letter, I had taken a fear in my mind that he might prove to be the very one-legged sailor whom I had watched for so long at the old ‘Benbow’.   (48-9)

Jim offers, in response to this memory, a not-fully-convincing counter-reading: ‘I thought I knew what a buccaneer was like – a very different creature, according to me, from this clean and pleasant-tempered landlord’ (49). 

Thus, although Jim has left the ‘Benbow’, the ‘Benbow’ hasn’t left him. While he is in the ‘Spy-glass’, he runs into Black Dog, who had visited Bill Bones at the ‘Benbow’. As the Hispaniola is preparing to sail, the capstan-song ‘carried me back to the old “Admiral Benbow” in a second’ (60). Silver’s parrot is named after Captain Flint, the pirate whose treasure they are seeking, and even the name of the ship, Hispaniola, has obvious, but unremarked associations with pirates.​[9]​ All of these signs, eloquent for the reader, are recorded but ignored by Jim: a gap is thus prised open between Jim’s narrative and the reader’s awareness of what that narrative excludes. Only when he over-hears Silver’s speech to the crew towards the end of the voyage do the scales fall from Jim’s eyes. Even at this stage, he seems most upset by the personal betrayal, when he hears another young man being praised in the same way as he had been by Silver. As Jim puts it, ‘You may imagine how I felt when I heard this abominable old rogue addressing another in the very same words of flattery as he had used to myself’ (67). Jim is clearly looking for some kind of recognition from the adult male world, and Silver had seemed to offer this. Among the gentlemen, the Squire is too imperceptive and too gullible to carry sufficient moral authority, and too self-involved to be aware of Jim’s needs. Captain Smollet, from the start, establishes himself as stern and uncompromising. Only Dr Livesey shows any readiness to respond emotionally to Jim, while, as Sandison suggests, his ‘confident authority’ (55), ‘innate compassion’ and demonstrable ‘integrity’ (56) set him up as an ‘alternative moral authority’ (57) and gradually establish him as the ‘good’ father-figure.

Silver, in his address to the crew, identifies them as ‘gentlemen of fortune’ (67). He also outlines his plan, once back from this voyage, to ‘set up gentleman in earnest’ on the fortune he expects to acquire from it. He foresees (or pretends to foresee) a future when he will be ‘in Parlyment, and riding in my coach’ (70).  This both establishes an opposition between the two groups in the novel as ‘gentlemen of fortune’ and ‘gentlemen in earnest’ (or ‘gen’lemen born’ in Ben Gunn’s version), while also problematising that opposition. In his oration, Silver takes pains to differentiate himself from other pirates – such as Flint and Pew, who ‘died a beggar man’ (70) – by emphasising how he has a wife and has his money properly invested. Silver was introduced by Trelawney as ‘a man of substance’: ‘he has a banker’s account which has never been overdrawn’ (45). Silver, too, boasts about his financial success: ‘I laid by nine hundred safe, from England, and two thousand after Flint … all safe in bank’ (66). Jim’s introduction to the world of the pirates had been Bones with his careful ‘account-book’. These are amazingly bourgeois pirates: for all their bloodthirsty language and adventures, Bones and Silver have a keen eye for accounts and savings, just as those pillars of the community, the doctor and the squire, are eager to get their hands on pirate treasure.​[10]​ 

At landfall, Silver offers a reading of the salient features of the approaching island and a narrativizing of those features in terms of their uses by the pirates:
‘That hill to the nor’ard they calls the Fore-mast Hill; there are three hills in a row running south’ard – fore, main, and mizzen, sir. But the main – that’s the big ‘un with the cloud on it –they usually calls the Spy-glass, by reason of a look-out they kept when they was in the anchorage cleaning …’ (73)

Even before Captain Smollett produces his copy of the chart, the island has been identified with its representation. As the ship’s boats approach the island, Silver confidently directs the process of navigation. Jim notes that he ‘knew the passage like the palm of his hand’ (82). Subsequently, when the Hispaniola drops anchor ‘just where the anchor was in the chart’ (82), representation and reality converge. In the concluding chapters of the novel, when the pirates read the landscape against the chart and map the island’s spaces through their own progress through them, the remaining details of the map are finally realized.

‘Treasure Island’, however, is, as William Gray observes, both a place and no place.​[11]​ At the start of his narrative, Jim observed that he had been asked to keep back ‘the bearings of the island’, and the map that accompanies the story has a scale, an orientation and annotations of soundings for depth, but it lacks the indication of ‘latitude and longitude’ that Jim describes on the chart he found in Bones’s chest. Captain Smollett shows Silver a copy of the chart from which information pertaining to the treasure has been removed, and the chart shown to the reader is another incomplete copy.​[12]​ Nevertheless, it is clear from the narrative that the island is in the Caribbean. The ship’s name, the Hispaniola, points to this area. The route taken (‘We had run up the trades to get wind of the island’, 64) points in the same direction.​[13]​ Nicholas McGuinn has even identified it with Norman Island in the Virgin Islands.​[14]​ However, when Jim goes ashore, the flora and fauna he encounters – willows, bullrushes, pines, live-oaks, sea-lions and rattlesnakes – don’t suggest the West Indies. In a letter to Sidney Colvin (May 1884), Stevenson described the scenery as ‘Californian in part’, and Wendy Katz has noted the resemblance to the landscape of The Silverado Squatters (1882) that came out of Stevenson’s Californian honeymoon.​[15]​ Like Prospero’s island in The Tempest, Patusan and the Round Island in Victory, ‘Treasure Island’ is a heterotopic space.​[16]​

In this space, through his ‘shore adventure’ and his ‘sea adventure’, Jim experiences various tests of his courage and moral character. At the start of his shore-adventure, he witnesses Silver’s murder of ‘one of the honest hands’ (88). Subsequently, in Part IV, when he has rejoined the Squire and Dr Livesey, he takes part in the defence of the stockade. In Part V, during his sea-adventure, he re-captures the Hispaniola single-handed, killing Israel Hands in the process. He has also had to recognise his own selfishness and foolhardiness in going off on these two adventures. In Part VI, he faces his greatest test, when he falls into Silver’s hands. Jim is conscious of ‘the threat of death that overhung me’ (177), but his real test comes from the renewed seduction by Silver (and his own continuing susceptibility). Silver begins with flattery:
‘I’ve always liked you, I have, for a lad of spirit, and the picter of my own self when I was young and handsome. I always wanted you to jine and take your share and die a gentleman …’   (176)

He also exerts pressure by suggesting that Jim ‘can’t go back to your own lot, for they won’t have you’ (176). However, Silver is also genuinely impressed by Jim’s show of courage in refusing to join the pirates, and he accepts Jim’s counter-offer: ‘when you fellows are in court for piracy, I’ll save you all I can’ (178).​[17]​ Silver now forges a new bond with Jim: ‘I says to myself: You stand by Hawkins, John, and Hawkins will stand by you’ (181). He praises Jim in comparison to the surviving pirates in terms that focus on the process of maturation: ‘I never seen a better boy than that. He’s more a man than any pair of rats of you’ (180). Later still, Jim’s process of maturation seems complete. While the pirates have been reduced to a status ‘more like charity-school children than blood-guilty mutineers and pirates’, Jim is addressed by Silver as ‘a young gentleman’: ‘for a young gentleman you are, although poor born’ (191). The pirates had been described earlier as ‘shouting at the oars like children’ (118), when they were raiding the Hispaniola for supplies. Now the language of relative maturity has been supplemented by precise social designations: the pirates are not just children but ‘charity-school children’, while Jim has not just become a man but a ‘young gentleman’ (191). Jim, in turn, recognises Silver as ‘twice the man the rest were’ (192). Even if Jim is merely being flattered by Silver, the terms of the flattery are revealing in relation to Jim’s aspirations. Thus, when Jim is tempted by Dr Livesey to make his escape and save his life, he both performs and justifies the identity Silver has assigned to him. This is not just a demonstration of moral behaviour: ‘Silver trusted me; I passed my word, and back I go’. His first response to Livesey’s suggestion is also implicitly an assertion of social status: ‘you know right well you wouldn’t do the thing yourself; neither you, nor squire, nor captain; and no more will I’ (194). Jim’s moral behaviour, while acknowledging the debt of trust he owes Silver, aligns him firmly with the born gentlemen.

At the start of Part III, while the Hispaniola is still at anchor out at sea, Jim records how ‘the world turned giddily before my eyes’ (81). This registers the sensation of sea-sickness, now that the ship is no longer under way but rolling with the ocean swell, but it also intimates the reversal that is about to take place. By the end of the chapter, Captain Smollett has realised that he no longer has control over the crew and that, effectively, ‘Silver was the captain’ (84).​[18]​ The visible sign of this change comes, in Chapter XIX, when Jim, at the end of his shore adventure, sees the Hispaniola again, but now with the Jolly Roger ‘flying from her peak’ (118). The world of the ship has been turned upside down. During his sea-adventure, when Jim recaptures the Hispaniola, he briefly makes himself captain (156) and takes down the flag (157). However, in Part VI, as the title makes clear, ‘Captain Silver’ is still in control, and much of Part VI is devoted to a the presentation of the pirates as a counter-culture. It is noted that Silver is captain ‘by ‘lection’ (179), and there is much emphasis on the ‘rules’ by which this alternative society conducts itself. Thus, when he faces a challenge from a rival, George Merry, much of the discussion is taken up with the proper procedure (184-5). As in The Tempest, being marooned on an island leads to competitions over leadership and speculations about alternative models of social organisation.

Katz has suggested that, ‘at the level of ideology’, Treasure Island ‘depicts a stable social structure being challenged from beneath by the rum-addled, impatient, and ill-educated rabble who practice a crude but intriguing democracy in a parallel counter-world’ (xxxvii). In depicting this counter-world, Stevenson drew on his reading about pirates – in particular, Captain Charles Johnson’s History of the Pyrates (1724), which he read at Braemar.​[19]​ He drew on Johnson for his references to pirates such as Teach, England, Davis, and Roberts. He took the names ‘Hawkins’, ‘Hispaniola’, ‘Ben Gunn’ and ‘Israel Hands’ from the same source. But he also drew from Johnson this picture of a quasi-democratic social organisation with its own rules and procedures. In Chapter 5, in his account of Captain England, Johnson notes that ‘when the Pyrates came out to Sea, they put it to the Vote what Voyage to take’. In Chapter 9, in an extended account of the career of Captain Roberts, after asserting that ‘all good Governments had (like theirs) the supream Power lodged with the community’ (194), Johnson describes how Roberts was elected Captain and then quotes the ‘Set of Articles’ that Roberts drew up for the crew (211-212).​[20]​

At the end of the novel, Jim finally sees Flint’s treasure, ‘that we had come so far to seek, and that had cost already the lives of seventeen men from the Hispaniola’ (214).  This leads him to speculate: 
How many it had cost in the amassing, what blood and sorrow, what good ships scuttled on the deep, what brave men walking the plank blindfold, what shot of cannon, what shame and lies and cruelty …  (214)

After this, however, the money is calmly divided up between the members of the victorious party. As Nicholas Rankin observes:
It is money severed from social relations, morally neutral, the treasure of a child’s world of finders-keepers. The slaves who mined and minted it, the pirates who murdered to get it, the real price of Flint’s treasure no longer matters when the righteous get their hands on it.​[21]​

We see perhaps, here, the limitation of the logic of the day-dream. Jim Hawkins shares with Pip in Great Expectations the fantasy of ‘clean money’, a guilt-free fortune, and Stevenson, unlike Dickens, does not force him to confront the social relations of money.​[22]​ However, Rankin overstates the case in describing the Squire’s party as ‘the righteous’. One of the unsettling elements of the novel is precisely that the motives of the ‘born gentlemen’ in undertaking the treasure hunt seem no different from those of the ‘gentlemen of fortune’. Having criticised the pirates (‘What were these villains after but money? … For what would they risk their rascal carcases but money?’), the squire blithely announces: ‘I’ll have that treasure if I search a year’ (36). In addition, the social relations of money are not completely ignored. Indeed, what Fredric Jameson has called the ‘repressed space of a world of work and history’ returns and presses on the world of day-dream.​[23]​

As McGuinn notes, the novel’s setting, the Spanish Main in the eighteenth century, is not simply a ‘romantic location’: ‘At that time, the area was actually a bloody arena in which the colonial powers of Europe fought each other for the wealth of the new World’ (6-7). There had been semi-piratical raids upon the Spanish ‘New World’ shipping by English and French privateers since the sixteenth century, and, in the seventeenth century, English and French buccaneers had raided Spanish shipping and plundered Spanish colonies.​[24]​ The name Hispaniola bears testimony to this history, as do some of Silver’s anecdotes: his reference to ‘Roberts’ men’ and the Royal Fortune (66), for example, or his account of his parrot’s maritime career, which is a potted version of Roberts’ pirate exploits (63).  At the same time, Bristol, which is the port from which the Hispaniola sails and to which it returns, was a city that grew rich on the slave trade, and that slave trade leaves its traces in the novel. The squire’s letter from Bristol, for example, describes how his old friend, Blandly, ‘literally slaved’ in his interest (44). Silver’s wife is described as ‘a woman of colour’ (45). Dr Livesey is ‘a slave to tobacco’ (74). The day-dream of a treasure-island and pirate gold is thus framed by traces of an untold story of everyday wealth-acquisition by the respectable bourgeoisie of Bristol through the slave-trade.​[25]​

In Lord Jim, it is precisely the logic of the daydream that takes Jim to Patusan. On board the training-ship, Jim lives beforehand ‘the sea-life of light literature’ (LJ6) at the expense of taking part in a real-life rescue. On board the Patna, Jim is again indulging in the world of daydreams, while on duty, when the ship runs over an obstacle. Only in Patusan are Jim’s romantic expectations on a level with the novel’s own mode of writing. In Lord Jim, as in Victory, Conrad plays with elements of the ‘treasure island’ story. At one point in Lord Jim, the rumour has spread along the coast of a European who has found a jewel of great worth (LJ280). But this is only one of a number of competing narratives produced around the figure of Jim, and, like the legends of Jim’s heroic feats (carrying the cannon on his back in the battle against Sherif Ali [LJ266], for example), this narrative elaboration is not presented to be taken seriously but rather to show up, by contrast, the veridicity of Marlow’s narrative even as Marlow’s narrative engages with the romance world of the day-dream.

 Lord Jim, like Treasure Island, hinges on the protagonist’s encounter with a pirate. ‘Lord Jim’, however, is no Jim Hawkins. Where Jim Hawkins is a boy going through a process of adolescent identity-formation, Jim, for all his boyishness, is already a young man when he enters the archipelago. And Jim’s agelessness, his eternal boyishness, is part of the limitation of his character. Jim Hawkins is caught on a cusp. The narrative focuses on his potential to become either a gentleman or a rogue – and traces his movement from lowly origins to wealth and affiliation with the gentlemanly group. The ‘genteel’ Silver is the attractive Falstaff figure he has to renounce. Lord Jim’s gentlemanly status, as the son of a parson, is never in doubt – this is part of his identification by Marlow as ‘one of us’. At the same time, Marlow glimpses the possibility of his going ‘to the bad’. The story of Jim brawling with a Danish lieutenant in the Royal Siamese Navy in Schomberg’s Bangkok hotel marks a limit. In Marlow’s words, ‘if his exquisite sensibilities were to go the length of involving him in pot-house shindies, he would lose his name of an inoffensive, if aggravating fool, and acquire that of a common loafer’ (LJ200). If this development had not been checked, Jim was on his way to becoming the kind of European flotsam that Stevenson represented in The Ebb Tide and The Beach of Falesa. Patusan pulls Jim from this decline and places him in the romantic world of his popular-fiction dreams. As a result, Jim’s identity-formation in Patusan comes under the law of the day-dream, and he is allowed to achieve the heroic identity he dreamed of. The entry of Gentleman Brown into this dream-world is both a disaster and the opportunity for confirming that identity.

Brown enters the narrative explicitly as a pirate, ‘a latter-day buccaneer’ (LJ352). He is associated with real-life pirates such as Pease and Bully Hayes (LJ352), and his reported actions (which include gun-running and kidnapping) also involve what is literally and legally an act of piracy: the seizing of a Spanish schooner (LJ344). However, these actions have none of the glamour of romantic piracy. His challenges to his terrified victims to engage with him in shotgun duels are sadistic bullying. And his adventures in Patusan – pinned down in a muddy creek with the prospect of dying there from thirst or starvation – are petty and sordid. Nevertheless, his encounter with Jim and the bond established between them, that ‘sickening suggestion of common guilt’ (LJ387), questions not only Jim’s ideal sense of himself but also the ethical bases of Jim’s romantic day-dreams of colonial adventure.

Victory, similarly, offers a counter-version of the romance world of Treasure Island. To take a simple example: Victory, like Treasure Island, has its treasure map, but, in the case of Victory, this is not a secret map but a public document, whose potential value lies precisely in its public nature. This map has its imaginative dimension, but the daydreams it records and prompts have a firm material basis. The map is produced by the Tropical Belt Coal Company, and the treasure it locates is coal not ‘Pieces of Eight’. This marks a further embourgeoisification of romance. More obviously than in Lord Jim, it also marks where romantic adventure has become commercial exploitation. The dreams of wealth it records and promotes have a similarly firm materialist basis: they are rooted in the changeover from sail to steam. Likewise, Heyst gains the nickname ‘the Enemy’ not because of physical threats and acts of personal violence, but because of the discreet bourgeois violence of depriving other Europeans (the men involved in the local, sail-based trading networks) of their livelihoods. 

The reversal of the romance world of Treasure Island is complete and thorough-going. Consider the process of coming to identity that is central to Treasure Island. In Treasure Island, this was a boy’s movement through adolescence towards acceptance in the world of men. With Jim, Conrad had already considered an adult male, and that process of acceptance in the world of men had been subtlised and psychologised as an exploration of identity-formation through identification with an alterated identity.​[26]​ In Victory, Conrad’s protagonist is a middle-aged man. Heyst’s counterpart, Schomberg, is at the dangerous age, when he is aware of impending decline: ‘Forty-five is the age of recklessness for many men, as if in defiance of the decay and death waiting with open arms in the sinister valley, at the bottom of the inevitable hill’.​[27]​ Heyst himself has had a potentially adventurous life – with his extended travels around the archipelago. However, we are not given any sense of adventures. As Heyst himself expresses it later, he has neither ‘killed a man’ nor ‘loved a woman’ (V212). The account of his visit to the dangerous area of New Guinea stands in sharp contrast to Lingard’s in The Rescue. Heyst’s visit results in ‘a portfolio of sketches’ (V8). Lingard, by contrast, has had to fight his way off the beach, and this event has forged a bond with a Sulawesi prince and his sister, which forms the basis for further adventures. By these standards, Heyst has carried out his programme of drifting through life unnoticed with relative success. At the same time, as soon becomes apparent, this programme has also been a means of evading himself. Indeed, the very basis of the programme has been a denial of self – not just in the sense that Heyst intends, but in the self-deception implicit in its origin. Heyst records his response to his father’s death: 
He became aware of his eyes being wet. It was not that the man was his father. For him it was purely a matter of hearsay which could not in itself cause this emotion.   (V175)

He asserts the rational belief on which he has founded his life. As Stephen Dedalus puts it, fatherhood (at least prior to DNA) is a fiction, and attachment to one’s father in this context would be irrational. Nevertheless, Heyst is attached, and that attachment is the illogical basis for adopting his father’s philosophy of detachment. Through Lena and the events of the novel, Heyst is forced to confront the denied aspects of himself. However, in contrast to Treasure Island, the outcome of this ‘Island Tale’ is not the fixing of identity, but rather a despairing realisation of failure. Heyst experiences the impossibility of overcoming the habit of distrust and denial, at the same time as realising the necessity of doing both. He also loses what is presented as his one opportunity of being loved.

This, in turn, emphasises the very different role of women in Conrad’s novel. Treasure Island is the story of a boy’s adventure in a context which almost completely excludes women. Once he leaves his mother behind at the ‘Admiral Benbow’, Jim apparently encounters no other women. Squire Trelawney and Dr Livesey are identified as ‘a pair of old bachelors’ (45). Silver is apparently the only married man, but his wife remains firmly in the background. In this novel, identity-formation is a homosocial activity: Jim becomes a man in the world of men. In Victory, by contrast, Lena is central to Heyst’s questioning of his identity. Heyst’s prior involvement with Morrison is relevant here: the novel is not just concerned with the issue of detachment; it comes to focus on sexuality and desire. Jeffrey Meyer’s interest in sexual failure in the novel is exactly right, even if his assertion of Heyst’s sexual impotence is crudely literal.​[28]​ Conrad is more concerned with Heyst’s emotional damage and the difficulty of establishing mature mutuality within a sexual relationship. This focus on sexuality is obviously a long way from Treasure Island. 

Finally, we should turn to consider pirates. Lord Jim, like Treasure Island, featured pirates, even if Conrad’s were much less romantic. In Victory, Jones’s search for Heyst’s ‘treasure’ involves a further diminution of the adventure romance theme. Where Brown was involved in acts of piracy, stealing ships and terrorizing villages, Jones and Ricardo, in the course of the narrative, are shown to be involved in small-scale crime: robbery, illegal gambling, intimidation, sexual assault. As with Conrad’s representation of Brown, there is a de-heroising and de-glamourising of the outlaw. Furthermore, in line with Conrad’s introduction of women into the narrative, there is also a more general sexualising of the material. Jones’s ‘pier-head jump’ (V127) fixes him as a fugitive – probably from a homosexual scandal. Ricardo, for his part, with his polymorphous perversity, his sexual violence and concealed knife has been identified by Peter Bagnall as a possible ‘Jack-the-Ripper’.​[29]​ Conrad’s outlaws take us into the area of what was regarded by the standards of the time as sexual deviance and sexual crime. They complicate the exploration of sexuality that is placed at the centre of the novel through Heyst’s relationship with Lena. 

This also impacts on the issue of the gentleman. In Victory as in Treasure Island, the concept of the gentleman is opened to explicit questioning. This is particularly evident in Ricardo’s commentary on Jones. Having told Schomberg that ‘a gentleman isn’t to be sized up so easily’, he then attempts to explain the nature of ‘the gentleman’ to him (V135). He tells him, for example, that gentlemen ‘don’t lose their temper’, because it’s ‘bad form’ (V136). He repeats the advice Jones gave him:
‘There’s a proper way of doing things. You’ll have to learn to be correct. There’s also unnecessary exertion. That must be avoided, too  - if only for the look of the thing.’ (V137)

Ricardo’s account of their various adventures and his admiration for Jones’s cool responses presents a satiric version of the figure. Jones’s concern for ‘bad form’ and ‘the look of things’ is combined with psychopathic violence towards others. Nevertheless, Jones, like Heyst, is undeniably a ‘gentleman born’. As with Treasure Island, in the absence of the non-European Other, the island setting becomes the stage for an exploration of metropolitan issues, and class relations come to the fore. Their different class backgrounds had already been a complicating factor in the developing relationship between Heyst and Lena. At the outset, Lena had misread what for Heyst were merely ‘the forms of simple courtesy’ (V79). Later, when Heyst’s revolver goes missing, Lena’s response to his questioning – ‘It was what a servant might have said – an inferior open to suspicion’ (V253-4) – reveals how their relative class-status is always present as a default position. Jones seeks to establish a bond with Heyst in part, at least, on the basis of their shared class background, while Ricardo asserts a bond with Lena on the basis of their common London working-class origins. Jones’s diabolical version of ‘the gentleman’ forces us to consider not only what may lie behind the ‘gentlemanly’ lack of emotional display he shares with Heyst, or the implications of the ‘gentlemanly’ aversion to ‘unnecessary exertion’, but also the whole idea of ‘the gentleman’.

CONCLUSION
In writing Treasure Island, Stevenson had a definite first audience in mind: his twelve-year-old stepson. Stevenson told the story to his stepson but also drew on his own father for assistance. The homosocial world of the novel’s composition is replicated in the novel’s own fictional world. Martin Green describes Treasure Island as ‘palpably the fantasy of men-being-boys’, but it is also a fantasy of how boys become men.​[30]​ And boys become men through recognition by other men. But the world in which this recognition takes place is not purely fantasy: it is marked and divided by class. 

Sandison has convincingly demonstrated how Hawkins’s process of Bildung involves the negotiation of a series of alternative father-figures to arrive at ‘a mature independence’ (78). The fascinating Silver, with his power, intelligence and freedom from principle, who apparently offers to deal with Jim as an equal, ultimately reveals himself to be as disempowering as the authoritarian Captain Smollett. However, as Sandison rightly observes, one of the strengths of Treasure Island is that Silver is not simply judged and transcended: he remains as ‘a permanent fixture in psychic reality’ (79). Hawkins’ process of Bildung does not produce an integrated, unified self. Silver’s escape from narrative closure and his continuing presence in Hawkins’ dreams marks a fissure in his psychic make-up. In the same way, the company of civilised and respectable gentlemen, with whom Hawkins aligns himself, have been shown to be motivated by the same greed for wealth as the ‘gentlemen of fortune’ and are further stained by their implication in the slave-trading economy of Bristol. ‘Gentlemen born’ and ‘gentlemen of fortune’ have more in common than is at first sight apparent.

White has identified Stevenson’s South Sea fictions as anticipating ‘the subversion of Conrad’s island world’ (5). In his first novel, Almayer’s Folly, for example, Conrad provides pirates and smuggling, a search for treasure, plots and intrigues, and an exotic setting, but ‘subverts the basic tenets of the genre’ (120). At the same time, the treasure, which as Linda Dryden notes, ‘precipitates the action’ in so many adventure romances (38), has a distinctly ambiguous status in Conrad’s first novel. In Treasure Island, too, however, the treasure hunt is displaced by adventures of another kind and the distribution of the spoils oddly de-emphasised. It is not at all clear what Jim Hawkins gains materially from the final division. Indeed, there is an unsettling silence about Jim’s situation and prospects at the end. This could be read in terms of either the quest for identity displacing the quest for treasure or as a reticence about the material wealth gained. In Victory, the treasure map becomes a map of coaling stations, and the treasure for which the outlaws search has never existed. The focus falls instead on an exploration of class and sexuality.
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